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Contrast these facts with Mr. Surette's assertion 
that Handel sounds 'daily more thin and archaic'; 
or with Dr. Walker's 'the old idol, hurled down 
somewhat indignantly from the impossible position 
that he formerly occupied, is in some danger 
of being relegated to the rubbish-heap.' Some 
little truth there is in Dr. Walker's exaggerations, 
but as regards England only. Elsewhere Handel is, 
if not increasing in public estimation, continually 
becoming more widely disseminated. The restriction 
of our own repertory to a few of Handel's works 
regularly repeated, caused satiety. 'Such musical 
circles as artistically count for anything,' to use a 
phrase of Dr. Walker's-we know what he means- 
were content to let what little they knew of Handel 
stand for the whole, and have not cared even to look 
at the rest-at the matchless Chandos Anthems, for 
instance; the divinely-beautiful airs in 'Susanna'; 
the massive choruses in 'Athalia' and 'Belshazzar' 
the orchestral experiments in 'Alexander Balus '; the 
picturesque contrasts in ' L'Allegro' and the two Odes; 
least of all at the long series of operas and chamber 
cantatas, with their dozens, dozens, dozens of the most 
perfect songs ever composed. It has been thought by 
'such musical circles as artistically count for anything' 
quite necessary to study Bach's Church cantatas, but a 
waste of time to read a Chandos Anthem. Probably 
the setting of 'Vouchsafe, 0 Lord' in Handel's short 
Te Deum in A, a piece which Rockstro truly calls 'of 
almost unexampled beauty,' would not be recognised 
if performed without the composer's name at any 
English concert; the setting in the Dettingen 
Te Deum has been repeatedly announced in London 
with Latin words, probably on the authority of a 
German edition ! Since the popularization of ' Ombra 
mai fu' as Handel's 'Largo,' more attention has been 
drawn to the opera airs; but even now a very few are 
generally known. How many English musicians 
have ever heard the two airs Handel thought his 
best, ' Cara sposa' in ' Rinaldo,' and ' Ombra cara' in 
' Radamisto' ? 

Possibly if our public realises that Handel is not an 
exclusively English possession, that he is estimated 
more highly abroad than here, there will be a return 
towards 'the faith of our fathers.' 

The belief of many in the ' circles which artistically 
count for anything' is that everything musical among 
ourselves is bad. They should hear an average operatic 
performance in Germany or Italy ! As regards 
oratorios, they may be recommended to read the 
address given recently at Berlin by Dr. Schering 
(see the Zeitschrift of the I.M.G. for March, p. 213). 
The learned authority discussed Oratorio, pointing 
out that all aesthetics of oratorio must be founded 
upon Handel. The conclusion of the report is worth 
translating: 

'Finally, the oratorio of the I9th century was 
briefly surveyed, which is full of stilistic restlessness; 
and besides F. Schneider, C. Loewe, and B. Klein 
[? Spohr], specially Mendelssohn was recognised, 
whose enormous influence was founded not only upon 
his musical gifts, but also still more in his instinct for 
oratorio reminding of Handel; the survey closed with 
a glance at the productions of Liszt and the doings of 
other countries, especially of the English masters, 
Mackenzie, Parry, Stanford [? Elgar]. Recent German 
oratorio lacks living force, because the inner sympathy 
with the species is gone, and we no longer feel 
"oratorically." Here the poet will be the f5ath-finder, 
and perhaps England will bring forth the oratorio oj 
the future; from historical investigation, Schering is 
convinced that the vitality of oratorio production is 
by no means exhausted.' 
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This is highly important; above all, the suggestion 
that the poet must lead the way. So it was when 
Pope wrote for Handel the text-book of the first 
concert-oratorio ; and so it was when the poetasters of 
Hamburg wrote rhyming passages for interspersion in 
the liturgical recitation of the Passion, and even 
complete poems without Biblical text, which soon led 
up to the Passion-oratorios of Bach. 

THE BEST MEANS OF TRAINING THE 
TENOR VOICE. 

BY E. DAVIDSON PALMER. 
What are the best means to be employed in the 

training and development of the tenor voice ? This is 
a question which perplexes the minds not only of 
many students of singing, but also of many earnest 
and conscientious teachers of the art. For it has of 
late years become somewhat widely recognised that 
modern methods of training, which are commonly 
supposed to be scientifically unimpeachable, and which 
seem to be fairly successful with voices in general, or, 
at any rate, with women's and boys' voices, are by no 
means safe guides where the tenor voice is concerned. 
Instances in which their employment, even by skilful 
teachers, has been attended with injurious, and even 
disastrous consequences to voices of this class, are so 
frequently to be met with that, however attractive and 
plausible they may appear theoretically from the 
physiological standpoint, their practical inapplicability 
in this particular direction may be regarded as 
sufficiently demonstrated. 

The tenor voice is usually found on examination 
to be divided more or less distinctly into two 
portions or registers, as they are technically termed. 
According to the orthodox teachings of the day these 
two registers exist in every case, though they are not 
always discoverable, and the point at which the 
'break' or change of production should be made is 
said to be fixed by nature, not only for the tenor but 

for all voices alike, between U_J_ and ,_ 

These notes, of course, represent the actual pitch, and 
in music written for tenors in the treble clef would 
appear an octave higher. 

The ordinary practice, in accordance with this 
theory, is to begin the training with the lower or chest 
register, which, as comprising the greater part of the 
compass, is regarded as the more important. When 
it is thought that sufficient time has been given to the 
exercise of this register alone, attention is directed 
to the upper register, which is also exercised 
independently for a time, within the limits assigned 
to it. Afterwards the pupil is taught to practise 
exercising the voice backwards and forwards across the 
'break,' the object being to lessen the prominence of 
this 'break,' and to equalise and unite the registers, 
an object which, it may be added, is by these means 
never attained. If the upper register was thin 
and weak originally, as it often is, it remains 
thin and weak still. If at the commencement of 
training the 'break' is prominent and troublesome, 
it is found to be no less so at the close. 

This being so, it is perhaps not much to be 
wondered at that some teachers refuse to believe this 
upper register to be of any practical value to the tenor. 
When it is found clearly distinguishable from the 
lower register they look upon it as something 
unnatural. Otherwise they regard it as non- 
existent. Hence they train only the chest-voice, 
which they teach the pupil to carry upwards as far as 
it will go. In some cases it is quite possible, though 
not at all probable, that this method may prove 
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successful, namely, in those already alluded to in which 
no change of production is discernible throughout 
the whole compass of the voice. But in the vast 
majority it must always be productive of serious 
injury, while in those cases where the two registers 
are at all clearly defined it is, if vigorously carried 
out for any considerable length of time, absolutely 
destructive of all ease of production and all beauty of 
tone. 

Here and there teachers are to be found who, in 
training the tenor voice, adopt a method which, 
though not without inconsistencies and drawbacks, 
has certainly a good deal to recommend it. In those 
voices in which the upper register is found to be in 
fairly good condition and not too markedly different 
in quality from the lower, they regard this register 
for training purposes as the more important of the two, 
and, under the name of head-voice, make a much 
freer use of it than modern theory affirms to be 
either permissible or practicable, taking it down as 
far as -t- or - But it is only when 

this register is in good condition that they treat it 
in this way. When it is weak and thin they mistake 
its true character, call it falsetto, regard it as some- 
thing unnatural, and forbid its use entirely. Another 
kind of voice is then made to take its place. This is 
sometimes called mixed-voice, as it seems to possess 
something of the qualities both of the lower and of 
the upper registers ; but by the teachers I am referring 
to it is termed head-voice, since they assume it to be, 
for the voices in which they employ it, the genuine 
and legitimate upper register. In reality it is nothing 
more or less than an extension in a modified form of 
the lower or chest register, the change of quality being 
brought about by a sudden and extreme elevation of 
the soft palate, which subdues and sweetens the tone, 
while at the same time it considerably relieves the 
strain which always attends the production of this 
register at a high pitch. 

In spite of its inconsistencies the method of training 
just described may sometimes prove, as indeed it 
certainly has proved, successful in a marked degree; 
but the voices likely to reap much benefit from it are 
only those which are in really good condition to begin 
with. Its success with such voices is due simply to 
the great use which is made of the upper or head 
register. If the same use were made of this register 
in every case, no matter what its condition might be, 
the success of the method would be much more 
frequent. As it is, the instances in which it is 
completely successful are somewhat rare, while its 
failures are necessarily numerous. 

The true principle, however, is here plainly 
discernible, though only partially and imperfectly 
carried out. That principle lies in the recognition of 
the supreme importance, for training purposes, of the 
upper or head register, which term must be understood 
to mean that kind of voice into which the chest 
register breaks when forced ufpwards to its extreme 
limit. This register must on no account be regarded 
as of merely equal value with, much less as subordinate 
to, the chest register, but must always be treated 
as the one essential factor in the development 
and perfecting of the voice. It should be carried 
downwards, not to any definitely fixed point, but as 
far as it will go. With the exception of a few of the 
highest notes, which are better omitted, it should be 
exercised vigorously and persistently throughout its 
whole extent, the chest register being either rested 
entirely while the development process is going on, 
or at most employed only for a few notes in the 
lower part of its compass. The result of this 
treatment, if persevered with for a reasonable length 
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of time, and provided the voice subjected to it be at 
the outset in moderately good condition, is that the 
break gradually disappears, and the voice acquires 
throughout its whole compass all that robustness 
of tone associated with the term 'chest-voice,' while 
the more or less painful effort which commonly 
characterises the production of the upper notes of 
that voice is altogether absent. 

This then is the way in which the tenor voice ought 
to be trained. Not only is it the best but it is the 
only safe way. By these means, and by no other, is 
it possible to guard against the injury to which the 
tenor voice is peculiarly liable, and to ensure that 
perfect ease of production which, along with the 
purity and beauty of tone which are its natural 
concomitant, gives the voice its true musical value, 
and should ever be the primary object of its training. 

THE BACH FESTIVAL AT BRESLAU. 

The sixth of the movable Festivals held by the 
Neue Bachgesellschaft took place at Breslau on June 
15-X7. The Silesian capital possesses a very fine 
concert-hall, where three concerts were given; a 
Festival service and a sacred concert were also given 
in the spacious Lutherkirche, where, as in all new 
German churches, attention has been specially paid to 
the accommodation for musical performances. The 
first programme began with the cantata 'Ein' feste 
Burg' (A Stronghold Sure), No. 80 of the Complete 
Edition, and included also Cantatas No. 176, 'Es ist 
ein trotzig,' and No. I9, 'Es erhub sich ein Streit,' 
the 'Brandenburg' concerto with solo violin and flutes, 
and the D minor Pianoforte concerto. The sacred 
concert opened with the Organ prelude and fugue in 
F minor; followed by Cantatas No. 103, 'Ihr werdet 
weinen und heulen'; No. 56, 'Ich will den Kreutzstab 
gerne tragen' (bass solo); and No. i6I, 'Komm 
du siisse Todesstunde.' A most impressive Motet, 
'Unser Leben ist ein Schatten,' which has been 
published as a composition of J. Michael Bach's, but 
is more probably by Johann Bach, of Erfurt, was sung 
unaccompanied; and two chorusesby Heinrich Schutz, 
'Woman, why weepest thou?' and 'Saul, why 
persecutest thou Me?' proved most interesting. Sir 
Hubert Parry has discussed them in the 'Oxford 
History of Music.' The miscellaneous concerts were 
specially enjoyable. The enforced absence of the 
gambist caused the omission of some early French 
solos ; a Suite by Rameau for harpsichord, flute, and 
gamba was given with the help of the violoncello, 
which does not exactly reproduce the effect. The 
tuneful duet from the cantata 'Jesu der du meine 
Seele,' and the bass solo in 'Liebster Gott, wann werd 
ich sterben' (When will God recall my spirit) were sung 
with the original accompaniment for basso continuo. 
Three Preludes and Fugues from the ' Forty-eight' and 
the Concerto in C major for two harpsichords showed 
the powers of the older instrument, while the modern 
pianoforte was used for the Sonata in A with violin. 
At the last concert the programme was entirely 
secular, except for the Kyrie from the 'Short Mass' 
in G major-a singular choice. An orchestral Suite 
in D major, probably new to all listeners, proved quite 
as tuneful and as popular as the well-known Suite in 
the same key which contains the ' Air.' The audience 
was put into the best humour; and the greatest enthu- 
siasm of the Festival was aroused by the next number, 
the F minor Concerto for harpsichord; after several 
recalls Madame Landowska added the first Prelude of 
the 'Forty-eight.' Then came a glorious conclusion 
to the Festival-the cantata, ' Aolus appeased.' The 
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the same key which contains the ' Air.' The audience 
was put into the best humour; and the greatest enthu- 
siasm of the Festival was aroused by the next number, 
the F minor Concerto for harpsichord; after several 
recalls Madame Landowska added the first Prelude of 
the 'Forty-eight.' Then came a glorious conclusion 
to the Festival-the cantata, ' Aolus appeased.' The 

514 514 

This content downloaded from 129.96.252.188 on Fri, 15 Jan 2016 20:18:14 UTC
All use subject to JSTOR Terms and Conditions

http://www.jstor.org/page/info/about/policies/terms.jsp

	Article Contents
	p.513
	p.514

	Issue Table of Contents
	The Musical Times, Vol. 53, No. 834, Aug. 1, 1912
	Front Matter [pp.493-500]
	H. Balfour Gardiner [pp.501-503]
	Moussorgsky [pp.503-506]
	Hugo Wolf as Musical Critic [pp.506-508]
	A Great Carillonneur: Josef Denyn [pp.508-510]
	Occasional Notes [pp.510-512]
	Handel in England and Abroad [pp.512-513]
	The Best Means of Training the Tenor Voice [pp.513-514]
	The Bach Festival at Breslau [pp.514-515]
	London Opera House [pp.515-516]
	Church and Organ Music. The New Organ at the Royal Academy of Music [pp.516-517]
	Reviews
	untitled [pp.517-518]
	untitled [pp.518-519]
	untitled [p.519]
	untitled [p.519]
	untitled [p.519]
	untitled [p.519]
	untitled [p.520]
	untitled [p.520]
	untitled [p.520]
	Books Received [p.520]

	Correspondence
	Chauvinism and British Music [p.520]
	Comment on the Pedal Organ [p.521]

	Obituary: James Hamilton Clarke [p.521]
	The Belfast Philharmonic Society [p.521]
	The Handel Festival, Crystal Palace. June 22, 25, 27, 29 [p.522]
	Society of Women Musicians [pp.522-523]
	Mr. J. Alan Taffs [p.523]
	Music for the Holiday Season [p.524]
	Next Season at the Scala, Milan [p.524]
	School of Folk-Song and Dance, Stratford-on-Avon [p.524]
	Royal Military School of Music [p.524]
	Secular Music
	When All the World Is Young. Part-Song for S. A. T. B. [pp.525-529]

	Royal Opera, Covent Garden [p.530]
	Royal College of Music [p.530]
	Royal Academy of Music [pp.530-531]
	The Patron's Fund Concert [p.532]
	Nonconformist Choir Union [p.532]
	London Concerts [pp.532-534]
	Music in the Provinces [pp.534-535]
	Country and Colonial News [pp.535-536]
	Foreign Notes [pp.536-537]
	Miscellaneous [pp.537-538]
	Answers to Correspondents [p.538]
	Extra Supplement: O Be Joyful in the Lord [pp.1-10]
	Extra Supplement: The Competition Festival Record August 1, 1912 [pp.1-8]
	Back Matter [pp.539-556]



